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PORTRAIT

Born in Créteil, Manau Quellec spent his
entire childhood and youth in the eastern
suburbs of Paris. After 3 years at an applied
arts high school, he joined the preparatory
art class in Beauvais. The geographic
proximity to Amiens and his growing interest
in graphic and type design naturally led
him to enroll in the first year of Esad Amiens
in September 2018. Today, he concludes
seven years of study at the school with

his Esad Type post-diploma project.

He represents one of the rare exemplary
paths of continuous academic progression
that Esad Amiens can offer. During his
years in Amiens, he gained extensive
international experience, studying at the
Bauhaus University in Germany, working
in a studio and publishing house in Zagreb,
Croatia, and contributing from London

to a type foundry based in San Francisco.
His EsadType project explores a dual
generational perspective: on the one hand,
it draws inspiration from the typographic
standards and canons of 18th-century
English press; on the other, it taps into

his references rooted in early 21st-century
popular culture. Somewhere between

Fast & Furious and The Guardian, with
anod to English tabloids billboard posters,
this is the story behind the creation of

the typeface NEWZ.

INTR(
DUCTION

Photo taken in June 2023, in the EsadType room
just after my master’s defence. I'm surrounded
by friends and former classmates from Esad.



WHERE
INTUITIONS
LEAD THE

JOURNEY:
PROLOGUE

I arrived at EsadType
in September 2023
with no certainties,
except for one:

I had found my place.

I'was thrilled, relieved even, that after five
long years at ESAD studying and building
my understanding of graphic design from
the ground up, the teaching staff had
decided to place their trust in me; seeing,
perhaps, the promise of an interesting
project taking shape. It took months of
discussions, presentations, and meetings
before I could finally confirm that their
intuition had been right.

My vision for the project evolved significantly
over time, yet one element remained at

the core: the newspaper. At the beginning
of my EsadType journey, Ilacked the
distance to fully grasp my attachment

to this everyday object. It was only by
embracing the full scope of this experience,
through field research, historical reflection,
and typographic experimentation, that

I came to understand it. This connection

to newspapers revealed itself naturally,

as an extension of a deeper desire: to
integrate into my design practice a way

of engaging with public interest, of creating
dialogue within a shared visual culture.
These intuitive questions led me to reflect
on the notion of belonging; on class identity
and how, as a designer, I could claim
letterforms as my own. This exploration

of typography as a tool for the people, and
more broadly, the role of popular design,
became the guiding force behind the creation
of this typeface.

This portrait was taken in my room
in the shared flat during my fieldwork in London
from June to August 2024 in parallel with my
remote internship at Contrast Foundry.
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THE INDUSTRIAL
REVOLUTION
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OF TYPOGRAPHIC
INNOVATION




The slab serif stands as one of the major
typographic innovation of the 19th century,

a style that Nicolete Gray in Nineteenth Century
Ornamented Typefaces called “the most brilliant
typographic invention of the century.”

Emerging from punchcutter’s experimenta-
tion to create a darker, bolder type, slabs
reduced contrast, simplified serifs and
terminals, and introduced geometric forms
into round characters. Their eye-catching
weight and adaptability ensured that,

while many styles evolved, slabs remained
emblematic of their modern industrial

time. Described as “the most ubiquitous

and demonstrative faces in the Western
world”* slab serifs reflect the transformative
energy of the Industrial Revolution. These
graphically intense typefaces with blocky
serifs epitomized the Machine Age, with
their birthplace in the heart of industrial
Britain. Designed to dominate the new
medium of advertising posters, slabs offered
extra visual impact, grabbing attention
through demonstrative communications.
The functionality, beauty, quirkiness,

and versatility of slabs made them highly
effective for both brand and display use.
Their high legibility and even weight values
contributed to their rapid rise in popularity.

Initially crafted in wood for large-scale
posters, slab serif designs later transitioned
to metal and film, where they found broader
utility for “almost every printing need,
old-fashioned and new.” As Dan Smith wrote
in Graphic Arts ABC:

The modern square serif design
performed a highly useful function
In tying letters together into
words and making the word units
easier to recognize.?”

This practicality, paired with a growing
commercial demand for bold and clear
typography, fueled the incredible popularity
of slabs. Used for signs, newspapers,
magazines, books, and even product labels,
slabs offered flexibility across mediums

and industries. Whether in light or heavy
weights, slabs adapted effortlessly to brand
messages and media contexts.

The Caslon Letter Foundry’s casting Shop,
located at Rothbury Rd, Hackney Wick,
London, 1902, St Bride Printing Library

1 Slab Serif Type: A Century of Bold Letterforms,
Louise Fili and Steven Heller, Paperback, 2016

2Dan Smiths Graphic Arts ABC, Volume 1: Square-Serif
discusses the utility of modern square serif designs
in enhancing word recognition, 1945




In the early 19th century, British type
founders like Robert Thorne and William
Thorowgood pushed these designs further.
They often “bastardized” familiar typefaces
like Bodoni and Garamond, exaggerating
their forms through fattening, elongating,
outlining, and shadowing to meet the

bold aesthetic demands of advertising.?
This era also saw Vincent Figgins introduce
slab serif printing commercially in 1815,
showecasing his skill in turning wooden
engravings into legible letterforms. These
exaggerated designs —sometimes referred
to as “fat faces”-embodied both the
innovation and mass-produced aesthetics
of the Industrial Revolution.

Their clarity from a distance
and their distinctive personality
made them invaluable
for commercial applications

While slabs were undeniably functional,
they also carried symbolic weight. They
represented technological progress,
bridging the traditional and the modern.
The geometric or flat faces of slabs became
indispensable in both experimental modern
design and everyday commercial work.
Their uniform block serif styles, while
consistent, featured nuanced variations
capable of shaping viewer perception,
making slabs both warmly old-fashioned
and cooly contemporary. By the 1920s and
1930s, modern designers recognized how
serifs enhanced legibility by tying letters
together into cohesive word units. These
geometric forms, as Douglas C. McMurtrie
explained, enabled “effective comprehension
for hurried readers in a fast-moving age.”*
Slabs maintained their relevance even
after World War II, appearing on the covers
and layouts of trade journals. Their legacy
persisted in newspapers, where square
serif types were primarily used for small
headlines, mastheads, and other elements
that added boldness and visual structure to
the printed page.

3Robert Thorne by Luc Devroye, luc.devroye.org

4Type Specimens: A Visual History of Typesetting and Printing,
Desktop Specimens, US Government Printing Office, 1896-1981

Lottery handbill by Swift & Co., woodblock
printed London Lottery, British Library,
the earliest use that has yet been discovered

of the slab-serif letter form, 1810



Playbill advertising the programme
at the Theatre Royal Marylebone,
30 March 1859, letterpress,
1859, Gabrielle Enthoven Collection

Playbill advertising the programme
at the Theatre Royal Birmingham, example
of Thorowgood’s Open 10 Line Surphys
in use. Printed in Derby, 1849, British Library,
Creative Commons
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THE ENGLISH
TYPOGRAPHIC
TRADITION
IN THE TABLOID
NEWSPAPER

ACE

The London Boardmen and Street Advertising
by John Thomson for the monthly magazine
Street Life in London, 1876



News vendor at Charing Cross Station,
London, 1981, Pilbeam archive images

Slab serifs, with their unique balance of clarity
and boldness, emerged as indispensable tools

in the evolution of modern print. Their versatility
allowed them to excel in both text-heavy
compositions and attention-grabbing headlines,
making them particularly suited to the demands

of newspapers.

Symbolizing progress and modernity, slab
serifs became a cornerstone of the English
tabloid format —a revolutionary medium
that redefined how information was
disseminated. Through their use in these
compact and accessible layouts, slabs

not only enhanced readability and visual
impact but also solidified their place in the
cultural imagination, fostering an enduring
association with the power and reach of
popular communication. The British tabloid
press is a hallmark of the country’s unique
popular journalism. Combining information
and entertainment, tabloids are crafted to
capture the attention of a wide audience,
focusing on topics like sports, celebrity
gossip, and sensational news.

Their compact format, known as “tabloid”
offers practicality, particularly for reading in
public spaces like transport systems, while
the accessible price makes them affordable
for working-class readers. Historically
rooted in the Industrial Revolution, the
emergence of mass-produced newspapers
such as the Daily Mail in 1896 targeted

an underserved audience, bypassing elite
concerns to celebrate British symbols

like the Union Jack, football teams, and

the monarchy. This connection to the
working the class helped cement tabloid’s
place in the public imagination as a “people’s
press”but it also drew criticism. Often
labeled as “low-brow” or “gutter press”

they contrasted sharply with the “quality
press” which catered to more affluent

and intellectual readers. Despite this, the
tabloids’ dynamism inspired even “serious”
newspapers by the late 20th-century

to adopt popular features (bold layouts,
sensational headlines, and engaging visuals)
to attract a younger, distracted audience
immersed in the “three minute culture.”®

The compact cheap newspapers
became the norm in the British
press, facing the phenomenon

of tabloidization.®

Typography played a central role in the
success of this popular format, particularly
fat faces square serif styles that became
synonymous with their bold, attention-
grabbing headlines. British tabloids
embraced aggressive, blocky typefaces

to ensure readability at a glance, catering
to hurried readers navigating a rapidly
industrializing society. These typefaces
conveyed not only information but also

a sense of progress, innovation, and
accessibility. The versatility of slab serifs,
robust, clear and dynamic, perfectly suited
the tabloid’s dual purpose of informing
and entertaining, underscoring their
pivotal role in making the press a cultural
phenomenon.

5 Brian Macarthur, New readers, new Times, The Times, 1997

6Jamil Dakhlia, La presse tabloide: le populaire au risque
du populisme, La revue des medias, INA.fr, 2010

|
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TABLOIDIZATION

IS RESHAPING

SERIOUS PAPERS

Traditionally, “serious newspapers”

(also referred to as quality or broadsheet
newspapers) are publications known

for their in-depth reporting, rigorous
fact-checking, and analytical journalism.
They contrast with popular or tabloid
newspapers, which prioritize sensatio-
nalism, eye-catching headlines, and
entertainment-driven content. However,
in recent decades, the once-clear distinction
between these two categories has blurred,
particularly through changes in format
and visual identity; a trend widely referred
to as “tabloidization.” The case studies

of The Guardian, Helsingin Sanomat, and
Liberation illustrate how this phenomenon
has become global. The Guardian switched
from broadsheet to Berliner in 2005 before
adopting a full tabloid format in 2018.
Helsingin Sanomat followed a similar path,
transitioning to a compact format in 2013.
Libération first adopted the Berliner format
in 2003 before shifting further towards a
tabloid-like layout. These shifts were not
merely aesthetic but strategic responses to

financial and audience-driven pressures.
Several factors explain this widespread
adoption of tabloid formats by serious
newspapers.

First, the decline of print
circulation and the rise
of digital media have forced
legacy newspapers to seek
ways to remain visually
engaging and accessible.

The compact format is more convenient
for commuters, reducing barriers to print
readership. Second, cost-cutting measures
have played a significant role; smaller
formats require less paper and can be
printed more efficiently. But beyond these
practical considerations, the influence

of tabloid media aesthetics has shaped
the way serious newspapers present
information. Bold typography, punchy
headlines, and dynamic layouts cater

to an audience increasingly accustomed

to consuming news in fast, digestible
formats. A deeper layer to this trans-
formation is the role of media ownership.
Many major newspapers are controlled

by corporate conglomerates and billionaire
proprietors who, despite promoting serious
journalism, also recognize the commercial
appeal of popular media conventions.?

The visual and structural codes of the
tabloid press —designed to attract mass
readership — are thus integrated into
serious journalism as a way to sustain
profitability and relevance in an era of
declining print revenue. While critics argue
that tabloidization compromises the

depth and credibility of serious newspapers,
proponents see it as an evolution rather
than a decline; a necessary adaptation

to changing reader behavior. What remains
undeniable is that the compacting of
serious journalism, both in format and

in presentation, is now a global trend,
signaling a profound shift in the way
information is packaged and consumed.

1 Pew Research Center, Newspapers Fact Sheet,
Fact Sheets: State of the News Media.

[In 2022, estimated total U.S. daily newspaper
circulation (print and digital combined) was
20.9 million for both weekday and Sunday,
down 8% and 10% respectively from 2021.]

2Extra level of power: billionaires who have
bought up the media, Rupert Neate, The Guardian.
“It is now unusual for major news media not

to be owned by a billionaire.”
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THE GUARDIAN 1821 UNITED KINGDOM

> Guardian Weekend
JorSunday|Guardiani

e lyeGuardlan

to rally
split Tories

oviet sovereignty he
Court biocks — x Sunday
Palumbo plan Cnrresp()r;dent
free
for six weeks.

Special offer
to Guardian-—
readers.

31March 1990 02 August 2016 27 July 2022
Broadsheet (1821-2005) Berliner (2005-2018) Compact/Tabloid (since 2018)

HELSINGIN SANOMAT 1889 FINLAND

13 September 2001
31February 1993 Compact/Tabloid (since 2001 16 February 2022
Broadsheet (1889-2013) Friday supplement only) Compact/Tabloid

LIBERATION 1973 FRANCE

22 November 1973 23 November 2020
Broadsheet (1973-2003) Compaci/Tabloid (since 2003)
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Slab serif typefaces
have seen arich history
of reinvention, across
centuries, encapsulating
a style, an application,
alocation, and an era
with a unique balance
between boldness

and utility. Their evolu-
tion reflects the cultural
and industrial shifts of
their time, but they have
consistently maintained
their relevance.

PERSONAL
TYPOGRAPHIC
MOTIVATIONS

The 20th century brought some of the
most iconic revivals, starting with Memphis
in 1929 —a design that quickly became
emblematic of modernity in print across
the globe. Subsequent reinterpretations,
such as Adrian Frutiger’s Serifa and Glypha,
further refined the genre, merging structural
rigor with universal appeal. By the late
20th century, the slab had become both

a functional workhorse and a hallmark

of editorial sophistication, evolving along-
side the needs of print media. In the 21st
century, slabs remain as relevant as ever.
Examples like Guardian Egyptian (2005)
and Stag (2009) demonstrate their enduring
popularity in editorial and display
typography. However, among these
modern adaptations, the typographic
overhaul of the Finnish national newspaper
Helsingin Sanomat stands out as a case
study in blending tradition, innovation,

and cultural identity. Helsingin Sanomat
underwent a typographic and layout
transformation between 2013 and 2017.
Designed by Paul Barnes and produced

by Commercial Type, the Sanomat and
Sanomat Sans families were created to
reflect Finland's design ethos. Inspired

by Finnish architecture, illustrators, and
industrial design icons like Alvar Aalto,
Eliel Saarinen, and Tove Jansson, these
typefaces embrace a contemporary aesthetic
while maintaining the dignity expected of
anational newspaper. Sanomat combines
narrow proportions, shallow ascenders

and descenders, and short serifs to ensure
tight leading and spacing. Its large x-height

preserves legibility even in compact
formats, while the variety of weights
supports the nuanced tonal demands

of modern news media. Complementing
the serif family, Sanomat Sans (designed
by Christian Schwartz and Vincent Chan,
with stencil elements by Miguel Reyes)
balances humanist warmth with clarity,
countering the monotony of repeated letters
in Finnish orthography. Its asymmetrical
shapes and simple italic strokes add

a humanist sentiment, addressing the
sterile feel of digital layouts. Together,
these families illustrate how a typographic
system can embody cultural and functional
values. The impact of inscriptionally
inspired typefaces like Albertus (Berthold
Wolpe, 1932), Optima (Hermann Zapf, 1958),
and Romann Antiqua (Joachim Romann,
1948) highlights the enduring appeal of
letterforms rooted in incised traditions.
These models bring a timeless quality,
combining precision and warmth, qualities
Ifind particularly compelling as I explore
how to inject humanity into functional
type systems. Drawing from these examples,
my aim is to work toward a typographic
language that balances clarity, flexibility,
and comfort. The gestural nature of
design, informed by tools like the brush,
will allow me to infuse a sense of warmth
and personality into environments often
dominated by rigidity. This exploration

of cursiveness and formal fluidity lays the
foundation for turning these motivations
into tangible experiments, where structure
and expression converge.



Sanomat by Commercial Type, 2013-2017,
Paul Barnes for the Helsingin Sanomat

FIVE-LINE PICA, ANTIQUE, NO. 2.

FREEDONM
NMonument

FOUR-LINE PICA, ANTIQUE, NO. 2.

HOUSEHOLD
Birmingham
£1234567890

V. & J. FIGGINS, LONDON.

From the Foundry of V. &]. Figgins,
Four-Line and Five-Line Pica, Antique
No. 2, c. 1825. As shown in Specimen of Plain
and Omamental Types, c. 1845

Page from Helsingin Sanomat dated

Metal-type specimen for Albertus,by Berthold
Wolpe, 1936, used for the street name signs
in the City of London
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Before the creation
process could begin, it
was essential to observe,
dissect, internalize,

and deeply understand
the letterforms that
shaped the references.

I began by closely studying English type
founders’ specimens and later revivals,
analyzing their structures and relationships.
To deepen my understanding, I instinctively
turned to lettering, redrawing these forms
by hand as a way to internalize their logic
and make them my own. On sketchbooks
and loose sheets, I experimented with
connections between slab serifs from
different periods, identifying common traits
and shifts across time.

At first, my explorations were
purely structural, using markers
to study weight, contrast,
and modulation.

This phase allowed me to establish

a foundation for my formal inquiries before
tool considerations became a key focus.
The shift toward the flat brush came later;
a development that would introduce new
gestural possibilities, opening the door

to further experimentation in the next stage
of my process.

Pages from my notebook and sketchbook,
along with loose sheets, capture a visual
back-and-forth in dialogue with my
references. The rigor of my sketching process
developed gradually as my intentions became
more defined.
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Defining a personal
typographic vocabulary
meant finding a balance
between historical
references and the
expressive potential

of the tool.

After these initial lettering exercises and
sketches, I used the flat brush more
frequently, making it my tool for its preci-
sion and versatility. The transparency of
the ink allowed for a clearer understanding
of letter structures. As I refined my tool,
I'spent more time focusing on the incised
stroke ductus, which gave true meaning

to the tool itself and further defined a more
cursive approach. Moving from sketchbooks
to a more calligraphic exploration — drawing
from humanist models like Albertus —led

me to a deeper consideration of both the
tool and the gesture, revealing new formal
details. Cursiveness became my primary
formal focus, and gradually, I started isola-
ting specific details within my typographic
language.

From these calligraphic
exercises emerged a distinct
formal vocabulary

Yet, beyond the productivity and stylistic
experimentation, it became necessary

to project these brush lettering studies into
my intended application: the newspaper.

To do so, after historical and social analysis,
I had to engage more closely with space
itself; understanding the newspaper’s
structure and its specific typographic needs.



At this stage, my focus is twofold: on one
hand, the geometric radicality of my

slab references,; on the other, the cursive
treatment and the organic dimension

of the tool. 1was exploring the tension
between strict geometry and fluid cursive-
ness, seeking both rupture and balance.
Considerations of width elasticity emerged
later, as part of my study of newspaper
spatialization.

19
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THE MEDI

AND ITS

SPATIALIZATION

THE WASHINGTON POST

Masthead/Nameplate

Logo/Flag

Dateline

Extended Headline/Standfirst
Byline

Bytitle

Body/Article

Lead Photo/Cut

Photo Caption

Caption/Cutline

] S ABOVE THE FOLD

Jump

Teaser

Dropline

TYPE: Daily newspaper
(national audience)

FORMAT: Broadsheet
FOUNDED : Decembher 6, 1877
LANGUAGE: English

COUNTRY : United States
CIRCULATION: 139, 232 average
print circulation



The typographic space
of a newspaper is not
aneutral container;

it structures, prioritizes,
and guides the reading
experience.

Headlines, mastheads, captions, and body
text coexist within a carefully orchestrated
system, where scale, weight, and spacing
dictate the flow of information. Understan-
ding this hierarchy was essential, not as a
passive observation but as an active process
informing my design approach. Dissecting
these spatial relationships provided
valuable insights, not only into typographic
style but also into potential strategies for
space design. In this quest to better unders-
tand the needs of a newspaper, [ turned to
the American case of the Washington Post.
This allowed me to expand my analysis by
examining a counter-example to the effects
of tabloidization.

While some serious papers have increasingly
turned to a tabloid-style aesthetic (compac-
ting their formats and making their layouts
more visually appealing) the Washington
Post stands as a specific case in its approach
to modernization and audience retention.
Instead of adopting the tabloid trend, it
commissioned a complete redesign of its

typographic and graphic identity. This
decision was driven not only by the need
for visual appeal, but by a long process

of balancing typographic refinement with

a deeper understanding of the functional
needs for a redesign.

The project, spanning from 1997 to 2020,
involved multiple stages of development.

In 1997, the text typeface was modernized
with a custom Bodoni, characterized by
lighter caps and a range of weights, inclu-
ding regular and bold in both italic and
roman. This was further refined in 2009
with the addition of high-contrast and
condensed display fonts, which offered
more flexibility in creating visual hierarchy.
By 2018, the redesign culminated in a family
of 24 headline styles, including Black and
Ultra, which enhanced the newspaper’s
capacity for clear, effective communication
across different sections.

The Postoni typeface, commissioned
specifically for this redesign, optimized text
space in a way that avoided the trend of
crowding the layout with excessive images
and graphics. Instead, the design focused

on maximizing white space and circulation
between sections, creating a breathable
layout that allowed for improved typographic
hierarchy. This thoughtful approach not
only enabled the Washington Post to main-
tain its historical format, but also reinforced
its position as a leading serious paper in

the United States, adapting to modern needs
without compromising its identity.

\— 4 NOVEMBER 2004

I

7 November 1968

4 November 2004

Bush spoke to
ers at the Ronald
in Washington,
planned to go for
ry speech after h
da’s 27 electora
peared to have loc

Details of the body text columns on
the front page of the Washington Post,
focus on the typography before and after
the 1997 redesign.

27 JANUARY 2024 \L
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The EsadType room, being very small and narrow,
pushed me to step outside of my usual workspace

and physically take up more space. I quickly composed
a newspaper front page inspired by tabloids, playing
with contrasts and different typographic hierarchies.
I'transferred the various type sizes from the wall onto
my sheet, then refined the lettering from my desk,
engaging in a continuous visual back-and-forth with
the front page layout.



After analyzing and
observing the graphic
space of newspapers,
my approach to lettering
with the flat brush
shifted radically.

It became clear that I needed constraints

—a structured framework that would
allow letterforms to evolve in response

to real-world demands. The preliminary
shapesIhad been exploring helped me
interrogate my references, appropriate
them, and ultimately isolate a typographic

language unique to my manual experiments.

But now, I needed a real
typographic workspace.
Go from gesture to structure.

The challenge was to confront my freehand
brush practice with the spatial realities of
newspaper design where each typographic
style serves a distinct function: header,
caption, body text. Understanding this
structured organization became essential
in bridging the gap between raw gesture
and applied typography.

At this stage, my process was no longer
just an exploration —it became a quest.

A search for identity, for a typographic
voice that could emerge through the friction
between constraint and freedom, structure
and gesture. The back-and-forth between
space and hand was not just technical;

it was formative. Each iteration, each
adjustment, revealed new forms, breaking
away from historical ductus yet still deeply
rooted in function. This was the moment
when my research stopped being confined
to sketchbooks and theoretical analyses;

it demanded movement, immersion,
physical engagement. And so, this quest led
me to London.

13



'FIELD

S1UDY

From June to August
2024,1immersed myself
in London, settling

in the East, in Millwall.

Every day, I stepped off at Crossharbour
station, just behind the financial district, to
reach my residence; a shared flat with five
Indian roommates who had come to work
in England. During this time, while working
remotely for my internship, I structured
my field study across these three summer
months. This immersion allowed me to
physically experience the cultural fabric

of London, the birthplace of my earliest
references. Free papers were omnipresent,
stacked in bins at every bus stop, scattered
inside taxis, and handed out at underground
stations, deeply embedded in the daily
routine of Londoners. The omnipresence

COLLECTING
AND OBSERVING

of the monarchy’s symbols, Union Jack

flags draped across streets, royal imagery
embedded into the city’s architecture, fueled
what could be called the “Crown Tourism.”
Football, inextricably linked to local identity,
pulsed through different neighborhoods,
with historic stadiums acting as landmarks
of both sport and collective fervor.

Then there are the billboards (historically
wooden boards now mostly metal) where
newspaper vendors post the day’s most
sensational headlines, the “hard news”
designed to grab attention.

Scandals, political blunders,
striking phrases, all plastered
onto every street corner.

A unique British quirk caught my attention:
vendors often write out these headlines

by hand, in bold capital letters, directly onto
blank billboard templates. In a city where

immediacy defines the news cycle, this
practice is both a necessity and a tradition.
The pace of news was relentless: by the
time one edition went to print, a fresh
controversy was already taking its place.
This rapid cycle of information dictated
the reading habits of the public, reinforcing
the newspaper’s role as both a product

of the moment and a driver of popular
discourse. It was through this process
—wandering from kiosk to kiosk, absorbing
the raw energy of the city’s news ecosys-
tem - that a deeper reflection began to take
shape within me: what does it mean, for
something to be popular?
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POPULAR
CULTURE:
A NEW KEY
TO IDENTITY

AsInavigated London,
surrounded by its dense
visual and typographic
landscape, I began

to reflect on my own
influences and the
imagery that had shaped
my perception of what's
popular.

What Iinstinctively recognized as popular
objects tied to my generation, spanning

the early 2000s and early 2010s. This led
me to an expansive process of collecting,
assembling dozens of images from three
distinct mediums: video game covers,
magazine front pages (ranging from sports
to music press) and action movie posters.
Suddenly, a new graphic vocabulary
emerged, revealing striking formal echoes
across these seemingly disparate media.

A world where the slant of a letter is an
essential stylistic choice, where all-caps
dominate, and where shifts in weight create
explosive compositions. These typographic
choices are the core of these objects. Whether
it's the embossed metallic logotype of a
film poster, the hyper-condensed lettering
of a magazine masthead, or the aggressive
angularity of a game title, the unifying factor
is clear: typography as impact. From this
accumulation of references, a new lexicon
took shape driven by action, intensity,

and velocity. Words emerged like mantras,
appearing interchangeably across different
mediums:

IMPACT, GAME, RUSH, INTENSE,
EPIC, MACHINE, HIT, FAST,
EXTREME, HARD, NEW, RACE,
BLAST, FIGHT, SPEED, CLASH

These are not just words; they are signals,
visual and semantic triggers designed to
capture attention in an instant. The typo-
graphy doesn't merely support the message,
it is the message, shaping the very percep-
tion of these high-adrenaline universes.
This revelation redefined my understanding
of typographic function. Beyond readability,
these letterforms encapsulate an attitude,

a sensation —where speed and force are not
just depicted, but felt.
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SHARPENING
INTENTIONS:
CONSEQUENCES

ON CURSIVITY
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These newly surfaced
notions, drawn from
my personal references,
led me to rethink my
intentions.

This retrospective analysis immersed me
deeper into the core of my thought process:
an impact-driven approach and a preference
for clarity over unnecessary complexity

in letterforms.This radical stance became

a guiding force, demanding greater precision
in my use of the flat brush and a heightened
awareness of my own gestures to dissect
the very roots of my cursive identity.

One of the defining characteristics of my
handwriting lies in my hand position,

my wrist bends in an unusual way, reminis-
cent of a left-handed writing posture.
Unlike traditional calligraphic ductus,
which follows a top-to-bottom movement,
my natural stroke instinctively moves

from bottom to top. This creates inverted
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angles, particularly noticeable in certain
letter stems such asn, i, 1, r,and u.

By continuously exploring and observing
my gesture, I was able to refine and
emphasize specific details that set my
movement apart.

A crucial turning point in my search

for a more personal typographic identity
was embracing geometric radicality.

I sought to distill my letter structures

by stripping away certain brush-tool
characteristics, such as flaring. As a result,
I set aside my work on slab structures to
focus instead on sans-serif forms, which
provided greater flexibility for composition
in my lettering sheets and a sharper visual
approach to spacing. On my sketch pages,

I experimented with words and short
phrases, using brushes of different sizes
while maintaining a core principle: adaptabi-
lity within highly condensed environments.
The interplay between elasticity and
radicality yielded highly promising letter-
forms ; some of which became the foundation
for the digitization process that ultimately
shaped my type family.
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uolicar

~ Illustration of my flat brush lettering method
and the direct impact on the construction
of the letters and rhythm in the words
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Sans serif Slab serif The final lettering reviews reveal a structured
approach to typographic form, where impact
and rhythm became defining parameters.
The sans-serif iteration, shaped through
multiple brush experiments, emerged as

a synthesis of inclination, compression, and
spacing tests. The result is a high-impact,
contemporary, and dynamic design,
prioritizing clarity and efficiency in its letter
architecture.

During the digitization process, the
transition to digital often strips curves

of their fluidity, making them overly rigid
and sacrificing the lightness inherent in
hand-drawn strokes —particularly in the
distinctive exits shaped by the flat brush.
To counter this, I deliberately moved away
from excessively mechanical structures,
favoring a design that remains anchored

in the nuances of the original tool.

esecsscscsscsscsccscsscsccscce: Witdh play rececccccceccccccccess

Proto space design based on lettering

drinky fafs Serif
MOST /NGM.

One of the challenges of digitization
was selecting certain details over
others, balancing the simplification
of cursiveness while preserving the dynamic
quality introduced by the tool.

Mhan the Right ?

BUSINESS EDITORS

Mian the Right
BUSINESS EDITORS
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The slab square serif, on the other hand,
progressively moved away from its initial
historical references, evolving through
the lens of newly integrated popular aesthe-
tics. The introduction of a more pronounced
/ inclination injected a heightened sense
of energy into the design while simul-
taneously optimizing the balance of white
space. This spatial constraint led to a formal
simplification of serifs and the restructuring
of certain diagonal strokes; particularly

evident in the digital rendering of characters
} ' , 7 such as A, K, X, and R in the extended style.

Negative sketches showing the circulation
of the white spaces of the capitals in a black
slab version with an 18 degree slant, a slant

that Iwould keep in the numerisations.

rges caty urges caty
£26,34AM £26,34AM
ration? Liberation
Executif? Executif
Populares Populares

After spending so much time on my sketchboards
with the flat brush, the digitization process
turned out to be remarkably fast, especially

for the slab version, where the formal synthesis
had already taken shape through the lettering
sessions.
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Space design emerged as I cross-referenced
sketches from various sessions, each shaped
by specific needs. Through long hours of
flat brush lettering, Inavigated every stage
of questioning both in terms of tool and
style. By the time I returned to France,

my approach to digitization had crystallized
into a clear strategy, with well-defined
stylistic objectives guiding the next phase
of development. For the sake of the final
presentation, I had to put the development
of the caption sans-serif style on hold,
focusing primarily on the text version and
itsitalic. The caption style will be developed
at a later stage, drawing heavily from

the design principles established in the
black-weight display sans-serif sketches.
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Impact

Zkoumani typografie popularniho tisku v
Anglii 19. stoleti mé pfivedlo k otdzce, jak
se vizudlni jazyk novin vyvijel v reakci na
technologické zmény primysloveé revo-
luce. Od roku 1800 do roku 1900 prosly
britské noviny zasadni proménou, masova
produkce tisku, rychlejsi sazba a rostouci
gramotnost vedly k dramatickému rozsiteni
tisténého slova. Bold Headlines! Vyrazné
titulky, hustd kompozice, ziZené grotesky
a tucné serifové pismo dominovaly vizudl-
nimu stylu. V1iv Ize vidét i v soucasné dobé:
v tabloidech, na billboardech, v digitdlnich
bannerech. Jaky je vztah mezi rychlosti
komunikace a strukturou pisma? Jak se
projevi rytmus psani Stétcem ve svété, kde
informace proudi rychlosti 5G? Moje prace
spojuje historické inspirace s osobnim
experimentem, kde se setkavaji tradice a
soucasnost, kde impact definuje estetiku.
Typografie masového tisku je formovana
potfebou okamzitého dopadu (rychlost
¢teni, vizualni sila, prostorova efektivita).
Stoleti (zejména po roce 1830) se britské
noviny pfizptisobily tempu industrializace:

titulky byly vétsi, sloupce uzsi, sazba hustsi.

Zaroven se vyvijela estetika populdrni
kultury (reklamni plakaty, sportovni
maga-ziny, politické manifesty). Jaky vztah
ma tento historicky kontext k dnesni
vizudlni komunikaci? V digitalni éfe, kde
jsou informace ,spotfebovavany” béhem
0,5 sekundy, se typografie musi pfizptsobit
stejnym principiim. Zddraznéni! (kontrast,
rychlost, ¢itelnost) neni jen otazkou

stylu, ale i funkce. Moje analyza propojuje
staré tiskafské techniky s novymi pfistupy

Die Typografie der Massenme-
dien wird durch die Notwendig-
keit eines sofortigen Impacts
gepragt (Lesegeschwindigkeit,
visuelle Kraft, raumliche Ef-
fizienz). Im 19 Jahrhundert
(besonders nach 1830) passten
sich britische Zeitungen dem
Rhythmus der Industrialisierung
an: Schlagzeilen wurden grofer,
Spalten enger, das Schriftbild
kompakter. Parallel dazu en-
twickelte sich die Asthetik der
Populdrkultur (Werbeplakate,
Sportmagazine, politische
Manifeste). Wie verbindet sich
dieser historische Kontext mit
der visuellen Kommunikation von
heute? Im digitalen Zeitalter, in
dem Informationen in 0,5 Sekun-
den ,konsumiert” werden, muss
sich die Typografie denselben
Prinzipien anpassen. Hervorhe-
bung! (Kontrast, Geschwindig-
keit, Lesbarkeit) nicht nur eine
Stilfrage, sondern eine funk-
tionale Notwendigkeit. Meine

impertections
proclaimed

attention

Kitle iletigim arac¢larinin
tipografisi, aninda etki
gereksinimiyle sekillenir
(okuma hizi, gorsel giig,
mekansal verimlilik). 19.
yuzyilda (6zellikle 1830'dan
sonra) Britanya gazeteleri
sanayilesmenin ritmine
uyum sagladi: Mangetler
bliylidi, stitunlar daralds,
yazi karakterleri daha
kompakt hale geldi. Ayni
doénemde popiiler kiiltiir
estetigi gelisti (reklam
afigleri, spor dergileri, siyasi
bildiriler). Peki, bu tarihsel
baglam gliniimiiz gorsel
iletisimiyle nasil orttigiiyor?
Dijital cagda, bilgilerin 0,5
saniye icinde “tiiketildigi”
bir diinyada tipografi de
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CONCLUSION

THE JOURNEY
CONTINUES

Newz, an imprint of its time.

A time of fake news and deepfakes, of ram-
pant disinformation and the concentrated
grip of the ultra-rich on digital discourse
and their unchecked power on media. A time
when political scandals blur into entertain-
ment, where outrage is manufactured and
commodified. Never before has the unheard
had such a stage, never before has that

stage been so easily swayed by those who
shape the news. This project was forged in
that climate, shaped by its contradictions
and urgencies. Its name is not just a title;

it is a statement. A reflection of the present.
The era of NEWZ.

The process has been long, but much remains
to be done. Notably, the development of

a text-style sans serif for smaller sizes,
exploring the different width variants from
the text slab version, as well as further
technical developments and communication
strategies. Despite looking ahead with
determination and ambition, it is crucial

to take a moment to thank those who have
guided me throughout this journey.

EsadType promotion 22—24 and 23 -25,
septembre 2023

I'would like to sincerely thank the pedagogi-
cal team at EsadType, who continue to share
their invaluable advice during these final
weeks of completion. Hélene Marian and
Hugues Gentile for their technical feedback,
Sébastien Morlighem for his guidance,
Frederik Berlaen for his insightful advices,
and Patrick Doan for his infectious optimism
and energy that never wavered throughout
the course, instilling in me a true sense

of confidence. A special thank you to Frank
GrieBhammer, who encouraged me to
embark on this field research and to travel.
A big thank you to my first typography
teacher, Alisa Nowak, who saw me through
from first year to post-graduate, to the

Esad administration who helped me in

my various professional experiences and
abroad, and to Barbara Dennys who has
always had faith in me over the years.

Classmates are like players on the same
football team: although each of us plays

a different role, we all share the same field,
driven by a common goal. Together,

we experience moments of stress, joy,

and relief. Even though each of us pursues
a personal career, the fact of having been
part of this team, even for just one or two
seasons, will forever connect us.

This project marks the end of seven years

of studies at the Esad Amiens. In a few
weeks, at the end of my defense, [ will look
back with emotion and pride at all [ have
accomplished. I will remember all my former
classmates and the moments shared with
them, and once the work is done, I will head
to Goodness for a beer.

Manau Quellec
EsadType 23-25, Esad Amiens
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A time of fake news and deepfakes,
of rampant disinformation and

the concentrated grip of the ultra-
rich on digital discourse and

their unchecked power on media;
a time when political scandals
blur into entertainment, where
outrage is manufactured and
commodified. Never before has
the unheard of had such a stage,
never before has that stage been
so easily swayed by those who
shape the news. This project was
forged in that climate, shaped

by its contradictions and urgencies.

Its name is not just a title,
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